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The  pressure  of  the  palm  of  the  right  hand  on  the  strings  which  has  heen  prescrihed 
for  the  Harmonic  thirds  ,  See  Fig.  1  (Plate  l),  will  also  enahle  the  Harpist  to  perform 
these  musical  ornaments  in  Harmonics  . 

To  insure  a  clear  and  full  tone,  the  larger  notes  must  he  struck  with  force. 

Examples  of  Appogn'aturas. 


Right 
Hand. 


(i) 


P 


~e h 


o 


^ 


I  V     » 


X  *  *     (2)  y  *  X 

1       O  I      O         o  o  O 


x       x        x     ,   *  i   p    i  o 

_o ! o_ 


o  " 

^5 


d= 


X 
o 


I 


o       .  o 


sa 


3 


* 


^ 


^ 


£ 


fit* 


* 


-  I-1-*  M 


X    1         *    n         o    O         o     ° 


X      '       X     1 
o     O        0     o 


X      I       X      1 

o     O        o     O 


llxl      x 

O        *     O         u     O 


o 


o 


^PI 


5 


o o 


» 


*pf 


* 


-n-Q 


_LL 


.*$ 


o 


o 


Right 
Hand. 


(4)        o  o 

-v  x    »«  x  y  y  x    ■;  t  x    x o  2   x o  g         <2  u  o   o     u   o 


P*1  ?   ^^"l 


1     I    t  I 


SJ  J?«*  -n 


fa       I        pa        I   ',  -_  X  J  ,_' 


8- 


I 


Harmonic   Appog-iaturas  may  be  played  with  the  Left   Hand. 
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Harmonic  Turns  with  the  Right  Hand. 
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(For  higher  Appogiaturas,  See  Page  .'i3 
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These  kind  of  Harmonics  stand  conspiciously  among:  the  New  Effects,    as  they 
give  to  the  Harpist  the  means  of  producing;  such  a  range  of  Brilliant  and  tasteful  pas_ 
sages,  as  certainly  have  never  before  been  obtained. 

ETOUFFES    HARMONICS. 

In  placing  the  Hands  as  those  delineated  in  Fig.  4  (Plate!)  the  Harpist  must  be 
careful,  First;  That  the  pressure  of  the  edge  of  the  whole  left  hand,  as  it  lays  exten- 
ded on  the  middle  of  the  String's  (as  for  Common  Harmonics),  be  such  as  to  produce  a 
good,  clear  Harmonic  tone,  although  of  thV'JEtouffe"  cast;    Secondly,  That  the  exten- 
sion of  the  left  hand  should  cover  the  space  of  an  Octave,  in  which  compass  the  notes 
to  be  played  by  the  right  hand,  are  to  be  comprised  ;  and  Thirdly,  To  strike  always 
with  great  firmness,  the  strings  alotted  to  the  Right  band.  This  last  precept  is  of  the 
utmost  importance. 

The  word  "Etouffc"  must  not  be  taken  here  in  its  usual  sense,  viz.  to  stop  the  notes 
after  they  are  played.   I  availed  myself  of  that  word  in  the  appellation  of  these  Harmo- 
nics, because  the  Left  hand,  (producing  the  Harmonic)  not  being  removed  off  the  strings 
after  each  note  (lest  we  should  loose  the  quickness  of  execution  it  is  our  aim  to  obtain)  they 
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evidently  have  not  their  full  vihration;  hut  not  any  of  them  are  to  be  stopped   '  after 
being;  struck  by  the  right  hand;  indeed  so  much  the  contrary,  that  it  is  recommended 
(as  it  will  be  seen  in  the  following  pages)  to  take  off  the  left  hand  whenever  possible , 
immediately  after  a  passage  in  Etouffes"  Harmonics. 
Sign  for  the  "Etouffes"  Harmonics.  |s<we~©wc~e| 

As  these  Harmonics  are  to  be  used  principally  in  quick  Passages  and  chords  in  ra_ 

pid  succession,  all  the  following  Examples  must  be  practiced  in  a  very  animated  move_ 

ment,  Allegro  molto.  (The  Harmonic  Guide  will  be  found  of  great  service  for  these  and  the 
following'  Harmonics  ) 
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The  abbreviation  vib.  (vibrate)   placed  under  or  above  a  particular  note,  indicates 
that  the  whole  of  the  Left  hand  is  to  be  removed  instantly  from  the  strings,  to  in- 
sure a  full  vibration  not  only  to  the  last  note   played,  but  also  to  those  before  (See 
the  four  next   Examples) 
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When  passages  in   Etouffes    Harmonics"  move  out  of  the  compass  of  the  Octave 
covered  by  the  extended  left  hand  ,( in  ascending  or  descending;,  that  hand    must 
gently  glide  on  the  required  strings,  without  jerk,  or  taking  it  off,  and  still  preser- 
ving its   same  extended  position. 


Right 
Hand. 
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When   Ktonffes  Harmonic"  passages  continue  to  ascend,  the  palm  of  the  left  hand 
inear  the  wrist)  must  he  slightly  raised,  in  order  to  catch  the  middle  of  the  strings, 
vhich  of  course  is  higher  as  the  string  hecome  shorter.  ( See  the  Figure  of  the  Harp  Plate  4) 
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Sometimes  the  thumh,  first  and  second  fingers  of  the  extended  left   hand,  are  called 
to  action,  hy  playing  notes  that  the  right  could  not  well  reach;  in  such  cases,   these 
notes  are   designated  hy  the  usual  Harmonic  marks  <><>.and  care  must  he  taken   that 
they  are  performed  without  altering  the  extended  position  of  the  hand. 

Examples,  in  which  the  Thnmb  of  the   Left  hand  is  used. 
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Examples  in  which  the   first  finger  of  the  Left  hand  is  used. 
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Examples  in  which  the  second  finger  of  the  left  hand  is  used, 
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T.  /  \MPLKS  in  vhirh  both  first  and  second  fingers  of  the  left  hand  are  used  rapidly. 
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The  following-  passage,  (somewhat  difficult  on  account  of  the  necessary  stretch  of  the  Right 
arm  and  Hand,  to  reach  the  lower  Bs  &  Gs|  may  be  employed  with  good  effect . 


F.tnuffts  Harmonics  maybe  also  played  with  the  Left  hand,  by  striking;  the  strings 
with  that  hand,  while  the  right  is  extended  on  them  above  it,  but  considering,  that   the 
principal  object  of  these   Harmonics  is  to  obtain  quick  and  brilliant  passages  in  these 
sweet  sonnds.and  that,  the  left  hand  (much  to  be  regretted)  is  seldom  or  never  able    to 
perform  such   passages  with  ease  and  effect,  very  little  advantage  can  be  derived   from 
this  ?nnd«' . 
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SEMI  MTOUWFMS    H*4MMQNJCF 
See  Figure  6  (Plate  1) 

I  give  to  these  Harmonics  the  name  of  Stmt 'Etouffes ,  for  the  following  reasons,- 
First}  That  the  side  of  the  first  finger  crossing  the  strings  being  not  so  fleshy  and 
round  as  the  palm  of  the  hand,  gives  a  much  more  clear  tone  than  that  obtained    in 
the  Etouffes  Harmonics,  Secondly,  That  the  smallness  of  the  finger  affording  great 
facility  in  removing  it  from  the  strings,   when    a  full  vibration  is  required,  or  again 
replacing  it  when  necessary,     the  Semi  Etouffes  Harmonics  may  be  said  to  be  almost 
of  the  same  family  as  the  Single,  Double, and  Triple  Harmonics,  and  blend  so  hap- 
pily with  them,  in  tasteful  as  well  as  in  spirited  passages,  as  to  produce  effects  hith- 
erto thought  impossible. 

The  shortness  of  the  first  finger,  compared  with  the  extension  of  the  whole  left 
hand,  in  Etouffes  Harmonics  will  show  at  once  that,  extended  Arpeggios,   Chords, 
and  passages   comprising  intervals  of   Sixths,  Sevenths  and  Octaves,  are  here  out  of 
question,  and  therefore  must  remain  the  propriety  of  the  Etouffes  Harmonics. 

As  the  first  finger  will  have  to  move  on  the  strings  quickly  and  almost  incessantly, 
great  attention  must  be  paid  to  effect  that  motion  very  gently,  in  a  gliding  manner  and 
without  jerk  or  removing  the  finger  from  the  strings,  except  when  the  abbreviations 
vib:  or  v,  are  placed  under  or  above  a  note.  (See  Page  7  I 

It  is  scarcely  necessary  to  add  to  these  observations  that  the  pressure  of  the  side 
of  the  first  finger  must  be  exactly  on  the  middle  of  the  string's  as  usual. 

Sign  for  the  Semi  Etouffe's  Harmonics.  (22 
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SHAKES  in  Semi  Etouffea  Hannonics. 
Each  note  to  be  given  with  force,  equality  of  tone  and  distinctness 

(1)    o 


•  .-"•.'Aa/^^VW^'W  . 


r^               ||           ||           ||           ■    — 

1 — : — 

|y-'j.t»F-i     *  i        i     ■  i        i    - 1   -    i    - 

1    |    ■    : 

.  '    ■ — '  -  .'/«■ — l-5 — y^ — l_-_u*- — l^ — i 

-&^ — — 

-*.  WA'  /WW-  .-^/V^^V^WA/VW  /•V^V-VWWWW/WAA'^AA^^VW^^  A/W- . 


:> 


J 


i 


/4I      Adagio  sosten 


.      ./-      —       fz  J    L  .    v- — '         ■ =-     rtttn.  a  cres. 


^ 


35 


a 


vv»**^*w^v 


*  J     *  U — '  I — *s  -1 — *-3 *— s — >-:^*S — ;r=s 


-   ■■-   r         .  '  '  '        '  »■ 


is: 


M£ 


-*-3- 


>  ;».»■ 


veloce 


ntard.  ■ o        m  •*- 1  ,*■ 


:  -'tfcv 


f 


v  of  g*-!^  ' 


T 

.  (5j       Lento 


7, ».*.  r^V'-=l=r^^A.  EEgSSS 


p^Pil 


V  F.  f'|.  (  1  ,    ,  B<n  l>vt  , 


It  must  have  been  remarked   in  many   passages    of  the  above  examples  (especially 
in  the  slov  ones),  that  the  first  finger  of  the  right  hand  is  used  in  preference  to    the 
thumb,  the  reason  of  this  is,  that  the  respective  position  of  that  first  finger  bringing 
its  f!eshy  part  in  ccntact  with  the  string,  produces  a  sound  infinitely  more  clear 
and   mellow. than  that  of  rhe  thum:,  wMcih  vertical  position  is  soin^nhat  checked  by 
the  crossing  of  the  left  first  finger,  (in  ascending  passages  more  particularly]    and 
consequently  cannot  strike  the  string  ,  exactly  with  the  middl^  part  of  it  as  is  usual. 
Respecting  the  Semi -Etouffes  Harmonics  played  with  the  left  nanS,  the  observations 
set  forth  a  few  pages  back  for  the  Etouffes  Hamomcs  with  that  hand  are  to  be  applied 
to  these,  therefore  nothing  of  importance  can  be  added  on  the  subject. 

Before  proceeding  further,   I  once  more  urge  the  Harpist  *o  pa3^  the  greatect    atten  _ 
tion  to  the  proper  pressure  of  the  left  hand  in  the  Etouffes  Harmonics,  and  that  of  the 
first  finger  of  the  same  ha^d  in  the  Semi  Etouffts  Harmonics ,  as  from  the  extreme  nice- 
ty of  that  pressure  wholly  depends  the  clearness  of  tone  sc  essential  in  obtaining  the  foL 
lowing  most  important  particular,  viz.  that  of  happily  blending  together  these  NewHar- 
monies   with  the  others.  The  Harpist  will  no  doubt,  at  first  find  it  difficult  to  place  at 
once  the  Left  hand  or  the  first  finger  on  exactly  the  middle  of  the  strings,-   but   not 
more  so  than  a  beginner  who  has   almost  the  same  difficulty  to  surmount  in  attempting 
the  usual  Harmonics,  and  1  am  convinced  by  daily  experience,  that  with  the  use    of 
the  Harmonic  Guide,  these  new  acquirements  can  be  attained   with  as  cinch  certainty  and 
facility  as  the  Commcn  Harmonics 

TV/3    TBJMB    Hx4RJWf-OJnCl*. 

The  ^Two  Third    Harmonics,  chiefly  used  with  the  Left  hard,  are  so  called, on  ac- 
count of  the  Palm  of  the  hand  pressing  on  the  Tito  Thirds  of  the  siring",  (reckoning 
frcai  the  sounding  board)    which  lay    one  sixth  part  hig'her  than  the  Common  Harmonic,, 
this  particular  causes  the  sound  produced  to  be  a  Twelfth  higher  than  the  fundamental 
note  or  open  string,  instead  of  being  its  octave  as  usual;  Per  Example,  if  the  fundamen- 
tal note  or  open  string  be  this  C   ^'\  ^   {    its  three  quarter  Harmonic  will  be  this  O  jfy  ^~[ , 
and  so  on.  (See  Figure  3,  Plate  2,  and  the  Exercises  beneath.) 

This  new  mode  gives  the  Harpist  the  means  of  obtaining  many  double  and  tripIeHar- 
monics,  as  well  as  various  new   passages,  which  otherwise  would  be  impracticable  (See 
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the  Examples  following  the  next  Exercises)    At  first,  it  may  be  found  rather  puzzling, 
to  have  to  strike  ope  string,  to  produce  the  sound  of  another*  the  more  so,  as  for  the 
sake  of  Good  Harmony,  the  note  intended  to  bo  heard,  is  always  written  instead  of  thai 
really  played;   and  I  recommend  the  practice  of  the  four  next  Exercises  which  no  doubt 
will  familiarise  the  Performer  with  this  novelty. 

This  sign  £  and  its  respective  position  on  the  stave,  will  indicate  the  string  which 
is  to  be  struck,  the  mark  o  will  be  on  the  Harmonic  note  as  usual  . 

•r 

ErtKCiSKs  to  facilitate  the  reading  and  playing  of  the  Two  Third  Harmonics. 
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The  four   nexl    Examples   show  the    Double  and    Triple   Harmonics  gained  by 
[his    PJev     \c(jiiirement  . 
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Highe st  Harmonic  fourth 
in  the  usual  way. 
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Let  it  be  observed  that  two  of  the  above  Examples  comprising  a  succession  of  fifths, 
which  according  to  the  rules  of  Harmony  are  reprobated,  are  only  given  to  show  some 
of  the  advantages  of  the  Two  Third  Harmonics,  and  not  as  a  Musical  Exercise  •    It 
rests  of  course  with  the  discernmtnt  and  scientific  knowledge  of  the  Harpist  to  employ 
this  kind  of  combined  notes  properly 

To  bring  out  the  chords  contained  in  the  last  Example  with  clear  and  full  vibration, 
they  must  be  well  arpeggioed  and  the  part  of  the  palm  of  the  hand  near  the  little  finger 
be  more  elevated  than  the  part  near  the  ball  of  the  Thumb,  in  order  to  catch  the  exact 
Two  Thirds  of  the  strings  which  varies  according  to  the  different  lengths  of  them;  (See 
Curve  2_    Figure  of  the  Harp  Plate  4  )    Although  Harmonic  Seconds  and  Thirds  high- 


er  than 


belong  to  the  class  of  Altissimi  Harmonics ,  which  will  be  duly  ex- 


plained in  pages  2.5  and  following,  there  are  cases  when  these  intervals  are  taken  in 

Two  Third  Harmonics. 
Example. 


Highest  Harmonic  second 
in  the  usual  way. 
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To  facilitate  skip  and  other  Harmonic  passages,  it  is  some  times  found  expedient  to  take 
low  Single,  Double,  and  Triple  Harmonics,  in  Two  Third  Harmonics.  (See  next  Examples) 


fepg^pa 
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It  is  important  to  observe  that  to  bring  out  the  Double  and  Triple  Tiro  Third 
harmonics  uith  a  distinct  and  full  vibration,  the  fingers  must  pinch  the  strings  with 
considerable  force  . 

Here  follow  several   Examples  illustrating  some  of  the  passages  vliich  can  be   ob- 
tained by  intermixing  tie  Two  Third  Harmonics  with     Single    and      Double  Harmo- 
nics, (these  latter  to  he  performed  with  the  right  hand) 
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When  Scales  are  too  quick  to  be  played  with  a  single  hand  in  the  usual  way,   but   not 
sufficiently  so  to  use  the  Etouffe's  or  Semi  Etouffes  Harmonics,  the  Two  Third   Har- 
monics then,  are  in  requisition. (See  the  two  next  Examples) 
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In  the  next  Example,  the  double  Semiquavers,  with  a  fz  under  them, must  be  strongly 
accentuated,  and  the  following;  double  Semiquavers  and  Crotchets  marked  thus,  p,  pp 
played  in  Diminuendo;  c:tre  being  taken  that  the  whole  of  these  three  double  notes  are 
given  in  so  smooth  and  blended  a  manner  as  to  sound  nearly  as  one  note  of  long  value 
agitated  by  a  slight  undulated  vibration.  .    . 
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This  effect  may  prove  hereafter  of  great   advantage  to  the  Composer,  inasmuch  as 
it  will  be  a  step  towards  obtaining  on  the  harp,  that  important  desideratum,  viz.  of  gi- 
ving due  vibration  to  notes  of  long  value  in  slow  movements. 
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Tht-  TwoThird  Harmonics  w i ; rt  the  Right  hand  are  sometimes  used  in  skip  passages 
as  they  facilitate  their  performance. 


Exampi.k* 
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CHROMATIC  ®V*4LES  IJV  H*4MMOJ*TICS   «» 
without  the  motion  of  one   single   Pedal. 

Chromatic  Scales  in  ascending  and  descending;  on  the  Harp,  have  always  been  consi- 
dered extremely  difficult,  if  not  impossible;  owing  to  the  necessary  rapid  motion  of  so 
many  Pedals,  and  that  of  being  compelled  to  strike  twice  the  same  string, which  pre- 
cludes of  course  all  attempt  at  a  quick  and  .Brilliant  execution;  but  now,  by  a  skilful 
combination  of  the  Common  Harmonics  and  Two  Third  Harmonics,  these  passages  can 
be  produced  with  the  greatest  ease  and  effect,  and  without  making  use  of  a  Pedal  throl 
out  the  Scale,  either  in  ascending  or  descending. 

Examplk  (The  Harp  being-  ill  Cfj,  fix  at  once  the  Z)#  and  Cft,  and  after  which, the  Pedals  are 
not  to  he  touched  during  the  Scale  All  the  notes  to  he  given  very  smooth  and  with  a  perfect  e- 
quality  of  tone .) 
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Chromatic  Scales  in  the  same  manner  can  be  obtained  in  Every  Key  ,  care  being  ta. 
ken  before  beginning  that  the  Pedals  are  so  arranged  as  to  leave  the  seventh  of  the  cho- 
sen Key  Flattened,  and  its  Fourth  and  Fifth  Sharpened . 
New  Effects.  (Bochsa) 
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*  When   Single  Two  Third   Harmonics  with  the  Left  hand,  reach  higher  than  C7gvE2E 
they  are  taken  with  the  first  finger.  «/    j^- 


EXERCISES  on  CHROMATIC  PASSAGES  Produced  without  the 
motion  of  the   Pedals. 
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(  V'  oo  o  oo  0  o 


ores, 
o  o        *»  o        o  o 


New  Effects  (Borhsal 


24 


(*)  IF^i 


3" 

o 


t Li-_ 

I     Fa     N 


^S 


iil 


I 


=*=<? 


I5^ 


i*-15" 


»i 


;^i 


T^W^ 


a 

o 


m 


\ 


*+-4 


£ 


^ 


K 


f?^1  * 


^z. 


I 


(4)    (FiVrZ>#) 


m 


kL 


-*#- 


.• 


i  x  rx — 

*4nd*.e  Grazioso . 


2i 


+-x- 


+-X- 


1 


l  x 


IX 


delicato. 


<m 


3 


* 


o-< 

-OH 


o  *  \  aJK. 


•   fru     ,  >-/      r<-  (Ft;  o      . 'ffi 


m 


O- 


o 


rtten. 


^*,.  ,_j*  _£ 


K: 


HI 


«?  ^  °  k  V  ° 


rssr 


<t»^y^;»^f> 


i 


-»*- 


3?"  oft 


Ti       o    £•> 
o 


o 


^3 


^1 


^ 


3E 


^^ 


«¥f* 


<^i  » 


^ 


^ 


IT 


^ fr 


"» =T 


P 

(Eh) 


(*f>  Gft) 


Con  Anima, 


°     ^^    -      Ogg>-  F/W.  ^  >  -w  ritard. 


f 


ft 


(Ffcr.48  Gtr) 


(F«) 


Vivo  u  ni'mpru  li'ffg"? 


5 


^& 


O  o     o 


Q:#|njg      f 


^^ 


4^- 


•      „  *+z  ffr 


¥ 


-«^- 


-*-  w       r-:  w       i  m 

§      U      " 


^=t 


/y 


rit»-n. 


ft 


-  ute  i^r^rr^f 


'h'iuh*.   k 


I 


o   ,   ?x  _o_ 


1    rtf"   f^TE 


wri 


^•^fafat 


4 


^ 


4^S 


•  f»^^i,r 


I 


I 


^F 


NVw  Effects  (Borhsa) 


2 

The  above  position  may  also  he  used  for  the  performance  of  two  or  three    lower 
Double  Harmonics,  v\hen  the  Harpist  cannot  produce  them  freely  with  the  position  de- 
lineated in  Figure  7  (Plate  l.fffaY.tx^f11  \  or  to  avoid  an  awkward  derangement  of  the' 


hand  when  a  quick  succession  of  Double  Harmonics  embraces  the  compass  of  both  the 
lo^er  and  upper  Harmonics. (See  the  next  Example) 
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This  D.and  G,  (fy  ,=  being  the  highest  Harmonic  fourth  which  can  be  obtained  with 


the  position  for  the  Double   Harmonics,  See  Figure  1  (Plate  1)  the  fourths  above  be_ 

.... 
come   Double  Altissimi  Harmonics';  and  the  position  described  in  Figure  4(Plate  3)  is 

to  be  employed;  Care  being  taken  to  extend  as  much  as  possible  the  little  finger  on  the 

strings  towards  ihe  ball  of  the  thumb,  to  secure  a  full  tone  to  the  upper  note. 

Example  of  Attissimi  Harmonic  Fourths. 
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The  Altissimi'Harmonic  Fifths  begin  from  - 


and  extend  to 
for  the  position  enabling  their  performance,    See  Figure  5  (Plate  3) 

The  Figure  6  (Plate  S)  will  indicate  the  position  of  the  right  hand  in  performing 
the  DoubIe"Altissimi"Harmonics  in  Sixths. 

Example,©/* Douhte"AlHssimi"Harmomca  in  Sixths . 
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When  these  Sixths  happen  to  be  intermixed  with  Lower  Harmonic  Sixths,  the  a_ 
bove  position  must  be  employed  for  both. 


Ex  \MPLEV, 


( ll  ^'^^H^U^t-' 


.-M^.7* 


■^^h»-M-. 


i 


"-^-M^ 


V    IV  Effects    'Ro' 


-3B    2* 


^t±t     ^ 


«P* 


TT 


I 


us 


When  Double  Altissimi'Harmonics  in  Fourths,  Fifths,  and  Sixths  are  intermixed 
together,  they  are  all  to  be  performed  with  one  same  position  of  the  hand  viz  that 
of  the  Sixths . 


EXAMPLK. 
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Single  Harmonics  among  Double "Altissimi"  Sixths  must  be  always  taken  with  the 
ball  of  the  thumb. 


DOUBLE  "JLTISSIMIHARMONICS 

in  Seconds  and  Thirds  with  the  Left  hand 
See  Figure  7  (Plate  3) 

,(the  highest  second  and  third  obtained 


^s.cond.  Third. 

These  Harmonics  begin  as  low  as-tfKJ>    — f- 
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with  the  usual  position  not  generally  reaching  beyond  iffi  J,    1 


Examplr  in  Thirds. 
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Example  of  intermixed  Seconds  and  Thirds. 
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For'Altissimi"  fourths,  fifths,  sixths,  and  Triple  Harmonics   with  the  left  hand, 
See  Two  Third  Harmonics ,   Pages    1/>   and  17. 

Examplk  of ''iiltissimi" Harmonics  with  both  hands. 
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QUADRUPLE    "ALT  I  SSI  MI' HARMONICS 

Same  position  as  for  the  Triple"Altissimi"Harmonics,  with  the  difference  that    the 
Thumb  and  three  fingers   are  here  used  at  the  same  time. 

All  the  observations  set  forth  for  the  precedent  Harmonics,  are  to  he  applied  to  these. 


EXAMPLE. 
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Example  of  Triple  and  Quadruple  Altissijni  Harmonics  intermixed  with  other 
Harmonics . 


Adag'io  sosten 


The  following  Miscellaneous  Passages  are  intended  as  an  illustration  (necessarily 
much  compressed    owing  to  the  limits  of  this  work),  of  what  I  before  said  respecting  the 
many  advantages  which  can  be  derived  from  Harmonics  produced  with  the  above  posi- 
tion of  the  hands;  As  these  Harmonics  are  to  acquire  an  importance  paramount  to  the 
diversity  of    resources   they  will   unfold,  and   entirely  independent  of  the  Triple    and 
Quadruple  Harmonics,  it  is  proper  that  a  distinct  appellation  should  be  given  to  them, 
and  I  shall  th<  refore  henceforth  call  all  Harmonics  obtained  with  the  said   position 
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(except  the  Triple  and  Quadruple'AItissimi'ones)    Leggitre  Harmonics    (or   Light 
Harmonics).  This  name  I  ha.\e  chosen  hecause  it  conveys  to  the  mind  an  idea  of  the 
delicate,  sprightly,  and  gentle  manner  in  which  they  are  to  be  performed,  as  well 
as  the  graceful  and   playful  character  of  the  different  passages  they  give  the   means 
of  producing. 

In  going  through  the  Miscellaneous  Examples,  the  Harpist  will  perceive  that  in 
several  cases  the  marks  which  indicate  the  heggiere  Harmonica  are  placed    upon 
notes  belonging  to    Harmonics  already  explained,  and  consequently  that  the  former 
infringe  on  the  rights  of  the  latter,-  but  this  is  done,  1st.  To  avoid  too  many  hasty  chan- 
ges of  position,  and  the  breaking  of  the  time  which  necessarily  results  from  them. 2d. 
To  obtain  more  quickness  of  execution,  than  can  he  expected  from  Single,  Double, 
and  Triple  Harmonics  when  played  with  their  respective  positions,  as  in  producing 
these  latter,  the  same  hand  is  obliged  to    press  and  strike  the  strings,  which  it  is 
obvious  must  impede  the  progress  of  a  quick  passage,  instead  of  which  in  performing 
the  Leggiere  Harmonics,  one  hand   strikes  and  the  other  presses  the  strirff- 
therefore  can  move  with  considerable  swiftness  on  any  part  of  the  instrument  and  3d 
To  preserve  throughout  the  Melody  or  passage,  the  same  quality  of  tone,  'Ahich  must 
be  said  is  more  pure,  soft, and  beautiful  in  this  present  position  than  in  any  other,  and 
it  is  much  to  be  regretted  that  this  mode  of  producing  Harmonics  cannot  be  used  with 
both  hands  separately. 

It  is  further  observed  that  in"Leggiere"Harmonics,  the  fingering  set  down  for  one 
hand,  is  invariably  to  be  applied  to  the  other;  Per  example,  if  a  passage  is  to  be  per- 
formed with  the  1st.  2d.  and  3d.  fingers  of  the  right  hand,  the  1st.  2d.  and  3d.  fingers  of 
the  left  hand  are  those  to  press  the  middle  of  the  strings,  or  if  several  notes  are  taken 
with  a  particular  finger  of  the  right  hand,  the  corresponding  one  of  the  left  must  be  o_ 
sed  (The  same  rule  is  to  bexattended  to  for  the  other  combinations  of  fingering) 

The  Thumbs  are  seldom  employed,  but  in  passages  comprising  octaves  or  extended 
Arpeggios.  _  An  extreme  delicacy  of  touch,  and    flexibility  of  the  fingers,  to  assist  their 
spontaneous  removal  from  the  strings,  are  particulars  so  important  to  observe  in  per- 
forming the  Leg'g'iere  Harmonics, (inasmuch  as  they  are  the  only  means  of  insuring 
a  clear  and  full  vibration)  that  I  cannot  refrain  from  once  more    urging  the  Harpist 
to  bear  them  constantly  in  his  mind;     The  Letter  V,  (as  in  the  Etouffes  and    Semi- 

Etouffes  Harmonics)   will  point  out,  throughout  the  following  MiscellaneousExamples, 

. 

V   -N  EffVcts 


ss 


w  hen  the  finders  of  both  hands  must  instantly  quit  the  strings. 

A  frequent  reference  to  Figures  l,2,and  3,  (Plate  4)   and  to  the  observations  laid 
down  in  Page  32  will  be  most  useful,  as  will  also  the  use  of  the  Harmonic  Guide. 
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LEGGI ERE   HARMONICS, 
inttrmixed  with  other  Harmonics. 
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DOUBLE   OCTAVE  HARMONICS 
with   the   Right  hand. 
These  Harmonics  are  obtained  by  pressing  in  the  usual  manner  The  Three  fourth  part 
of  the  string'  ^hich  lays  one  Twelfth  part  higher  than  tbe  Two  Third  Harmonic,  and  the 

sound  produced  is  tbe  double  octave  or  a  fifteenth  above  the  open  string^    i   /  '      See  curve 
3,  Figure  of  the  Harp,  (Plate  4).  _  The  Double  Octave  Harmonics  are  riot  of  so  mucb  im- 
portance as  those  already  described,  being  chiefly  used  to  facilitate  skip  passages  and 
to  produce  "Echo"  effects  (See  Example  4th)     The  Sign  to  denote  them  is    asmallnote     . 
with  this  mark  V  under  it,  indicating  the  string  to  be  struck,  and  tbe  usual  o  placed  above     . 
the  large  note  . 
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Example  of  Double  Octave,  and  Single  Harmonics. 
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Example  of  Double  Octave,  Single,  and  Tiro  Third  Harmonic. 
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The  Double  Octave  Harmonics  employed  in' ii'cAo  passages"  with  single  and  double 
Harmonics,  may  be  the  means  of  producing  a  very  good  and  novel  effect,  as  the  sounds  of 
the  former  are  less  loud  than  those  of  the  latter.  The  Single  and  Double  Harmonics 

must  be  struck  with  more  force  than  the  Double  Octave  Harmonics . 
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Various  other  kind  of  Harmonics  might  he  produced  (,n  an  open  string,  hut  no1 
being  of  a  nature   to  prove  useful,  (that  great  object  at  which  all  Novators  must 
aim).*!  shall  here  close  my  Instructions  on  New  Harmonics,  in  requesting  the  Har_ 
pist  attentively  to  peruse  the  Annexed  Comparative  Table,  which,  with  a  frequent 
reference  to  the  matters  already  demonstrated  and  exemplified,  will  mak^  him  tho- 
roughly acquainted  with  all  the  variegated   and  fanciful  forms  under  which    Har- 
monics are  presented  to  him,-  and  it  may  he  said,  without  fear  of  heing  guilty  of 
partiality,  that  from  the  comhination  of  all  these   new  effects,  (employed    with 
skill  and  discernment)   will  spring  up  an  entirely  new  Instrument ,  far  superior 
to  the  Musical  Glasses,  or, indeed  to  any  other  on  which  Harmonic  sounds    have 
heen   attempted,  hoth  as  far  as  regards  Compass,  power  of  execution,  or  advantage 
of  performing  several    parts  at  once . 

The  Example  following  the  Comparative  Tahle,  founded  on  Haydn's  Hymn, and 
which  comprises  nearly  every  kind  of  Harmonics,  will  prove,  I  trust,!  although  in 
a  small  compass)  the  truth  of  the  above  assertion. 


'  To  prove  how  fruitless  are  the   Attempts  at  Novelty,  when  not  grounded  on  real  advantages 
and  for  Scientific  purposes;    I  shall  Just  mention   Two,  which  were  formerly  made  to  enlarge 
the  range  of  Harmonics  on  the  Harp,  One,  hy  the  late    Krnmpholtz    ia  d.s«  nguisb'd  Composer) 
about   50  Years  ago,    and  the  other  of  a  more  recent  date,  by   Casimir,  the  favorite  pnpil    of 
Madame  De  Genlis,  the  Celebrated    Authoress.    Krumpholtz's   Contrivance  was  to  obtain  a  quick 
diatonic  succession  of  single  notes, (in  descending)  by  sweeping  across  the  middle  of  the  strings 
the  first  finger  of  the  right  hand,  its  nail  striking  them  in  a  particular  manner;  but  its   futility 
&  the  impossibility  of  rendering  it  worthy  of  being  introduced  in  any  regular  piece,  that  "enfant  il- 
Iage"was  soon  abandoned.    Casimir,  aimed  at  a  bolder  mark,and  ventured  to  perform  in  Harmo 
nics,  various  rapid  passages; but  as  he  used  only  the  two  Thumbs,  no  combined  notes,  no    Bass, 
in  short,  No  Harmony,  whatever  could  be  obtained ,  and  although  he  moved  his  two  Thumbs  with 
surprising  agility,  it  was  not  long,  before  the  Sonatas  of  Bocherini  and  other  Compositions  of 
which  Casimir  used  to  play  the  upper  part  or  melody  only,  were  found  by  real  Musicians    a 
frivolous  and  ridiculous    performance,   bare  of  any  benefit  to  the  Art,  (the  more  so,  as  the  Tone 
was  bad,  being  stifled  by  the  two  palms  of  the  hands  continually  in  contact  with  each  other,) 
and   Casimir  was  forgotten  and  left  with   his   Tutoress,  to  enjoy  the  charms   of  herEgratignures'/ 
'  des  petits  oiseaux",  des   pinces^  and  other    niaiseries  ,    all    whimsical  passages  belonging  to  her 
Harp   System.  (See  the  Harp  Method  by    Madame  De  Genlis) 
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(■^)  The  extended  size  of  this  Tahle,  render  it  necessary  for  pr 
that  it  should  be  copied   or  cut  to  the  size  of  the  Book. 
^     The  Harmonic  Triple  notes  with  the  Left  hand, scanty  as  t 
are   on  this  side,have  never  heen  treated  upon  in  any   metho 
in  those    I  have    written. 
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Shoninfin  the  ,!.««.(  m„,,n,r  (A.  eonflW  do*.  «*/  .nsuffieieneuof  the  former,  and  the  numerous  resources  and  advantage  gained  by  the  latter. 

U  .hi.  Table  is  intended  also  as  a  practiced  care  ha,  been  taken  that  all  combination,  of  note,  comprising  interval,  of  Second,.  Fifth,.  Sevenths. 
Ninth.,  fcc.  ftc    which  could  not  be  presented  in  Diatonic  »„.■„...»...  without  being  di.owned  by  a  musical  ear  or    good  Harmonist  .  should  be  only  briefly 
pointed  oat  and  .nfficientrj so.  to  apprise  the  Harpist  of  their  re.pectiTe  compas,   and  situation,  on  the  Instrument. 
N  H  The  Figures  placed  at  the  rod  of  .11  .he  E.ample.  are  to  point  out  the  number  of  New  Harmonic,  contained  in  each. 
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These  passages  consist  of  rapid  successions  of  Double  and  Triple  notes   with 
one  hand,  in    ascending  and   descending,  produced  by  sliding  certain  fingers  on 
the  strings  . 

No  doubt,  quick  ascending  successions  of  Double  notes  in  Thirds  with    the 


right  hand  thus,1^^  ^  '  ■  p  s  BE 


TTTftf* 


fl 


have  been  tried  before,  as  nothing  is 


more  easy  than  to  sweep  rapidlv  the  first  and  second  fingers  over  the  strings  in   a 
flimsy  and  trifling  manner,  as  a  mere  trick  and  without  any  regard  to  time,   good 
tone,  equality  of  notes,  or  attention  to  the  rules  of  Harmony,(this  mode  of  playing 
I  have  condemned  many  years  ago  in  my  first  Instruction  Kook)  but  that  passage, 
and  many  others  derived  from  the  same  source,  have  not  yet  been  made  an  interes- 
ting and  essential  part  of  a  regular  and  scientific  performance  as  they  might  have 
done, if  judiciously  improved  and  well  dig'ested;Hence  arises  the  cause  why   Quick 
successions  of  Double  and  Triple  notes  with  one  hand  are  not  to  be  found  in  Harp 
music,  and  this  is  the  more  to   he  regretted,    when  we  consider  that  Instrument  in  o_ 
ther  respects  gives  the  power  of  performing  with  each  hand  more  than  one  part  a1 

a  time . 

This  defect,  however,  will  be  entirely  removed  by  the  Introduction  of  the   Double 
and  Triple  Glissando  Passages;    and  the  Harpist  will  no  longer  be  deprived  of  ef- 
fects, which,  in  fact  so  exclusively  belong  to  the  Harp,  that  no  other  instrument  can 
perform  them  with  the  same  velocity  and  brilliancy.* 


Those  severe  Critics,  I  described  in  the  preface  of  this  Book,  will  probably  object  to   the 
sliding- of  two  or  more  fingers  on  consecutive   strings,    as  against  the  rules    of  good  finger_ 
ing;  but  let  me  ask  them  in  what  does  Good   Fingering  consist?  is  it  not  in  disposing  of  the 
fingers  in  the  best  possible  maimer  for  performing  ev«  ry    passage  with  facility  and  neatness!* 
Granting  this,  can  any  fingering   which  insure  the  above  advantages   ,  be  otherwise  than  correct 
and   legitimate  ? 

I  should  certainly  not  recommend  the  consecutive  sliding  of  the  Thumb  alone,  or  of  one 

bad-K 
single  finger  over 
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Double  notes  are  immediately  followed  by  one  or  more  descending;  Double  notes, 
(and  vice  versa)   the  finders  which  are  to  perform  these  latter,   must  be  in  readi_ 
ness,  and  as  close  as  possible  to  those  which  have  to  accomplish  the  succession, 
care  being  taken  to  effect  that  change  of  fingers,  without  any  jerk  of  the  wrist 
or  break  of  the  time.  (See  the  Six  following  Examples) 
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In  practising  the  following  Examples,  great  attention  must  he  paid  to  give   the 
doable  notes  allotted  to  the  left  hand,  (which  are  invariahly  turned  downwards)  in 
a  short,  light,  and  pointed  manner,  and  to  blend  them  with  those  of  the  right  hand, 
so  as  to  make  the  passage  sound  as  it  were  performed  hy  0>k  hand.  (The  small 
notes  over  each  example  will  remind  the  Harpist  of  this  important  rule;  Care  must  J 
he  also  faken  not  to  place  the  loft  hand  on  the  strings  too  soon,  as  by  so  doing    the 
free  vibration  of  the  note?  played  hy  the  right  would  be  impeded. 
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Effect. 
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DOUBLE,  TURNS  iJV  THIRDS 

Obtained  by  the  Double  Glisxando  . 

The  small  notes  of  a  Z)ou6Z^  7Vm,  are  to  be  performed  with  the  right  hand  with  great 
quickness,  lightness,  and  equality  of  tone,  and  no  interruption  whatever  must  occur  be  _ 
tueen  them  and  the  next  large  Double  note,  played,  by  the  left.  77i«t  Double  note  is 
to  be  struck  with  firmness  and  precision,  and  never  arpeg-g io'd  - 
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When  the  left-  hand  is  called  upon  to  play  one  of  the  small  notes  forming  the  Turn, 
(See  the  last  bar  of  the  two  next    Examples  and  the  whole  of  that  which  follows  them) 
that  note  is  to  be  given  with  lightness,  and  well  blended  with  those  of  the  right  hand. 
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All'.'  Br  ill  ante    hen  marcato 
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TVhen  the  Left  hand  owing  to  some  particular  kind  of  accompaniments,  cannot 
leave  the  lower  part   of  the  Instrument,  The  Double  Turn  ;s  to  he  performed  en- 
tirely   with  the  right  hand  (See  the  next  Example).  This  manner  of  playing  Glis. 
sando"  Double  Turns  is  somewhat  difficult,  and  the  Harpist  in  practising  it  must 
be  very  careful  to  move  the  hand  as  little  as  possible. 
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DOUBLE    GLISSAJVDO    PASSAGES  . 
in  Ascending"    Thirds  with    the  Left   Hand. 
See    Figure  7    Plate  2    . 

All  the  rules  laid  down  for  the  Thirds  with  the  right  hand  are  here  to  be  applied. 
Examples. 
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J/t  Ascending  and  Descending. 


DOUBLE    GLISSAJfDO   PASSAGES 

in  Ascending  Sixths    with  the   Right  hand 
See  Figure  J  (Plate  3)  and  the  different  observations  in  Pages  43,44, and  45. 
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DOUBLE   GLISSAJfDO  PASSAGES. 

in  Ascending'  Sixths  with    the  Left  Hand. 

See  Figure  2  (Plate   3) 


/vi    in  Ascending'  and  Descending'. 
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NVw  EffVcts.  (Bo.hsa) 


Not  to  increase  too  much  the  hulk  of  this  work,  many  Douhle  GJissando"passa_ 
ges  in  Sixths  are    here   necessarily  omitted,  hut  as  they  are  in  general    performed 
in  the  same   manner  as  those   just  hefore  exemplified   and  are  liable  to  come  Hnder 
the  observations    laid  down  for  the  Douhle  "Glissando"  in  Thirds,    Strict   attention 
to  hoth   will  enahle  the  Harpist  to  play  with  facility  any  rapid  passages   in    Sixths, 
which  may  occur  in   future   Harp  Music. 


Sixths ,  intermixed  with  Thirds,  Fourth?, and  Fifths 
Examples. 
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DOUBLE    GLISSAJYDO    PASSAGES  . 
in  Ascending'  Octaves   with    the   Right    Hand   . 

Same  position  as  the  preceeding,  with  this  difference, that  the  fingers  are  more 

extended.  ,  o. 

forzando         _° 

All? 


in  Ascending  and  Descending. 


NeVk    Effects    iBorhs-il 


68 


>TW.,r.,H 


H* — t—  !*♦-,■ — f-0-, 


ti^ 


3^ 


£ 


1 


P 


S 


IS 


New  Effects  (Bochsa) 


V 


TRIPLE    GLISSAJCDO   PASSAGES    with  the  Right    Hand. 
Same  position    as  that  for  the  Sixths,  with  this  difference,  that  the  second  finger 
is  employed   as  well  as  the  third  and   the  first. 

Sign  for  the'Tri pie  Glissando" 
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TRIPLE    GLISSAJVDO    PASSAGES   with    the  Left  Hand. 

Same  position  as   ahove. 
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IRREGULAR    TRIPLE    GLISSA.KDO    PASSAGES. 


These  passages  are  produced  in  Ascending,  by  sliding;  two  notes  with  the  right 

hand,  and  one  with  the  Left,   and  in  Descending,  hy  also  sliding  our    note    with  the 

right  hand,   and  fingering  as  usual  those  of  the  Left.   The  slided  notes  of  the  right 

hand  are  designated  by  the  Double  Glissando  Sign  ^==^arid  the  ascending  slided  notes 

with  the  left,  with  a  sing/r  slur 
in  As ct n  ding'.         Jh 

(1)    p  ^^^ 


mil 


C"  f~'  H  L  '    '  W-1* 


k     fT  v 


l2 


P^ 


^ 


iw    Descending" 

+  +  + 


^1  •  PT^      r^<1     n-^~ 


New  Eff.-cts   (Borhs-ii 


67 


E  \ AMPLE   Founded  on  the  Italian  Air  JVel  cor  pin  noil  mi  Sento' 


And  Illustrating  the  different  Vind  of  Double  and  Triple  Glissando  passages  as  ex_ 
plained  in  the  preceeding  pages. 
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OF      T  91  M       JM*1  RT12J*J'*1TQ   • 
(  or     Quick     reiteration       of   a    same  note) 

To  perform  effectively  the  "Martellato*'  each  note  must  he  g-iven  in 
a  Short,  pointed  and  distinct  manner,  from  the  action  of  the  fing-ers 
only,    and     not    that    of    the    wrist . 

The  "Martellato"  will  he  called  Single,  when  consisting-  of  Single 
reiterated     notes,     ami     Double,  when    consisting-    of    Douhle   reiterated    notes. 


ST.KGLE     "MARTELLATO"      with     the     right     hand 
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In  the  two  following*  Examples,  the  3i  2l\  and  2s/  fingers  of  the  rig-lit  hand, 
must  strike  their  respective  notes  very  lightly,  and  that  with  the  thumb  is  to  be  well 
accentuated. 
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SINGLE      MARTELLATO    with  the    left   hand 
Examples. 
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In    Martial    Movements,  the    Double  "Martellato"  will    prove 

of     g'l'eat      ad  Vantage .      (Seethe  following-  and  the  last  Example) 
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Founded     on      Chords     of     dominant       Sevenths,     Diminished      Se_. 
venths,     and     Augmented    Sixths.  ^ 

These     brilliant    Arpeggios,    Comprise,    besides     the-    notes     of     the 
particular     Chord     on    which    they    are    placed,    all    those    between,    ren- 
dered. Synonymous     or    the    unisons     of   the    former    by  an  Enharmonic 
process,  which    is     obtained    by     certain     arrangement     of    the    pedals. 
Thus,    every    String    on    the    Harp    from    the    highest    to  the     lowest 
is   made      a     part    of  the    Harmony ,    and    the    whole    of    the    instrument 
forms     one     uninterupted     and     extended     Chord,    capable    of   affording 
to    the    Harpist     many     novel      and   peculiar     effects   which  will    prove 
o£  great    advantage    in     Preludes,    Cadenzas,     as    well    as    in    regular 
pieces (#),  inasmuch    as    they    are    more     Showy    than    difficult,    as    aL 
though     they    Sound    like     Complicated     Arpeggios      intermixed   with 
reiterated    notes,  they    are    in    fact    merely    Scales     or    part   of  a  Scab, 
and    fingered     accordingly. 

The  next  example   which  is    an    Enharmonic    Arpeggio    founded  on  the 
Chord    of   Dominant     Seventh    in  the  Key   of   .4  tj,  and  Comprising    the 
entire  Compass    of  the  instrument,  will  further  elucidate,  what  I  have    just 
stated. 


•^   For     explanations      of     these      Chords.       See     Bochsa's     Preladist. 
(■&y     See  the    Imps    March,     the    Variations    on  Non-piu  mesta,on  Joseph's  romance,  and   ou    Dolce    conceuto. 
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The    J)s,    Bs,  £s,  to  be    Natural,    the   Gs,  Sharp,  and  the  Cs,  *4s, and  Fs,   Vlat. 

Example. 

Tlie  two    Small  lines   above,  are    those    to  be  phr  ed;  and  tlie  two  underneath 
exibit  tlie  Enliarmonic  passage  as  written  according;  to  tlie  rules  of  Harmony. 


..4s  pluye 


As  written. 


.  Enharmonic    Arpeggios,    when    placed    on    Chords     of  Dominant   Sevenths, 
can    be   used    only   in    Those    Keys,   "which    allow    the    pedals  to  act  on  their 
respective     Tonic,  Third  ,   and    Sixth  ,    So    as    to    effect     the      Enliarmonic 
changes    above    alluded   to . 

The  next  Table  will  show  tlie  Sharp  and  Flat  Keys,  (Major  and  Minor") 
in  which  Enliarmonic  Arpeggios  on  Chords  of  Dominant  Sevenths  can  be 
obtaind,    together    with    the    proper    arrangement    of  tlie   pedals. 
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Enharmonic    Arpeggios    founded    on    Diminished     Sevenths    can  be    obtain, 
-ed    in    every  Key,    but  on  Augmented  Sixths,  in    Flat    Keys    only. 


Examples      of    Enharmonic      Arpeggios 
founded    on    Chords    of     Dominant      Sevenths 
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Enharn ionic  Arpeggios    on    Chords    of  Augmented  Sixths. 
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The  undulated  sounds  (or  sounds  of  which  the  vibrations  are  raised  and  lowered 
hi!  fa  tone  by  the  sole  motion  of  the  foot  on  the  pedals)   will  prove  effective  in  Slow 
movements,  particularly  on  a  fine  toned  and  well  regulated  Harp.  _ 

Care  must  he  taken  that  the  string  of  which  the  vihration  is  to  he  undulated, is  struck 
rather  forcihly,  and  the  motion  of  the  foot  on  the  corresponding  pedal  effected   with 
precision,  quickness,  and  without  noise,  jarring;  of  the  forks,  or  derangement  of  the 
hody's   position. 

Undulated  Sounds  have  a  better  effect  when  employed  on  Douhle  notes  than  on  sin_ 
gle,  although  they  can  he  used  on  the  latter,  in  the  middle  or  lower  part  of  the  instrument. 

The  Undulations, (or  half  tones  produced  hy  the  motions  of  the  feet  only    on  the  pedals,; 

will  he  indicated  by  small  notes  attached  to  the  large  ones  played,  with  these  marks"* 

and  a  slur  — v  over  or  under  them  . 

The  end  of  the  foot  will  act  more  freely,  if  the  heel  rests  on  the  ground,  princi  _ 

■ 
pally  when  taking  distant  pedals  . 
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or  Passages  consisting1  of  intermixed  Harmonic  and  non-  Harmonic  notts 

Great  attention  must  be  paid  in  performing;  these  passages,   that    both  Harmonic- 
and  non- Harmonic  notes,  are  given  distinctly  and  clearly;  To  attain  this  important 
particular,  I  recommend  the  Harpist  always  to  strike  the  Harmonic  notes  with  more 
force  than  the  others. 

All  the  Single,  Double,  and  Triple  non-Harmonic  notes  (with  the  right  hand,)  must 
be  taken  with  the  hand  placed  as  for  the  Harmonics  which  may  precede  or  follow. 

Wh< n  a  string  is  to  be  struck  alternatively  in  Harmonic  and  Natural  sounds, with 
the  right  hand,  the  Harmonic  must  be  produced  with  the  back  of  the  second  finger, 
instead  of  the  first  as  is  usual  for  single  Harmonics,  and  the  non- Harmonic  note 
is  to  he  performed  with  the  first  finger,  (See  Examples  1,2, &  5.)  This  rule  applies 
only  to  notes  not  reaching  higher  than  this  C,    (ft        —   For  those  above, the  position 
of  the  hand  prescribed  for  Altissimi  Harmonics  is  to  be  employed,  and  the  non-Har- 
monic notes  must  be  taken  as  before  with  the  first  finger. 

Respecting  the  Left  hand,  all  the  non- Harmonic  notes  amongst  Harmonic   ones, 
must  be  performed  with  the  palm  of  the  hand  close  to  the  strings  and  the  fingers  turn'd 
upwards,  The  only  exception  to  this  rule  is  when  the  Double  Harmonics  are  "Altissimi" 
and  in  this  case,  the  non- Harmonic  notes  are  to  be  taken  with  the  hand  placed  as    for 
Altissimi  Harmonics"    (See  Figure  2  Plate  2.) 

As  all  the  different  kind  of  Harmonics  explained  in  this  work  will  be  used  in  the 
Melanges  passages,  it  is  essential  that  the   Harpist  should  be  familiar  with    their 
respective  signs,  to  prevent  any  mistake  or   confusion. 

The  letter  n  placed  in  many  of  the  following  examples,  above  Single, Double,  Tri- 
ple or  Quadruple  notes,  is  to  remind  the  Harpist  that  such  notes  are  non -Harmo- 
nies;  however  he  must  accustom  himself  to  perform  in  natural  sounds,   all    notes 
not  marked   v*ith  an-.  Harmonic  Sign,  without  the  aid  of  the  letter  n  . 
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Contrary  to  what  has  been  before  said,the  non-Harmonic  notes  in  Melanges  pas- 
sages similar  to  the  next  Example.must  be  pven  with  more  force  than  the  Har__ 
monic  notes . 


Adagio  Sustenuto. 
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It  is  rather  singular  that  Arpeggio  Passages,  so  variously,  so  fancifully  introduced  in 
Piano,  Violin, and  Violoncello  music,  are  still  extremely  confined  on  the  very  Instrument  from 
which  their  name  sprung;,  (Arpa,  Arpeggio}  Has  not  the  Harp  a  power  adequate  to  the 
task  of  performing;  all  kind  of  Arpeggios  with  effect?  are  its  sounds  less  powerful,  Bril_ 
liant,  or  Harmonious  than  those  of  other  Instruments.1  certainly  not,  therefore  it  remains  with 
the  Harpist  to  enlarge  that  province  of  Harp  performance,  and  to  effect  ultimately  a  diver_ 
sion  to  these  hacknied  Arpeggios  which  too  often  find  a  place  in  Harp  Music.  # 

I  do  not  pretend  to  give  in  the  very  few  examples  beneath,  specimens  of  what  can  he  done  in 
Arpeggios,  hut  only  to  familiarise  the  Harpist  with  a  change  of  position,  seldom,  if  ever,  used 
in  a  rapid  manner:  viz,  that  of  dexterously  passing  the  1st,  2d,  or  3d  finger  under  the  thumb,  to 
catch  distant  notes,    or    the  thumb  over  the  fingers,  for  the  same  purpose,  and  which  will  pro\e 
of  great  advantage,  as  the  principal  defect  of  the  present  Arpeggios  with  one  hand  .  is  the  want 
of  extension.  Care  must  be  taken  to  effect  these  changes  with  neatness  facility,  and  without  jerk, 
or  too  great  a  motion  of  the  arm,-  _  All  the  notes  must  be  given    very  equally. 


*  The  Enharmonic  Arpeggios ,  explained  and  exemplified  in  Pages    74    and  foPowfng  will  assist   the 
Harpist  in  effecting  that  necessary  diversion. 
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(These  Arpeg-g-ios  can  be  practised  with  the  left  hand,  two  octaves  lower.) 
The  demisemiqnavers  in  the  next  example,  and  the  semiquavers  in  that  which  follows, 
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must  he  played  with  lightness,  and  a  sort  of  graceful  fling  of  the  hand. 
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New  Efff cts    (BorhsH1 


NEW  PIANOFORTE   MUSIC    BY  HEN  I  I  iiERZ, 


COMPOSED  EXPRESSLY  FOR  D'ALMAINII  &  Co. 

PIANOFORTE  SOLOS, 


(Very  eu.sy,  with  the    1 

i  wigeres The  Fifth  Set  of  Quadrilles..  3 

I,  ■  Fete  Pastorale The  Fourth.ditto 3 

I. ;i  Mode 'I he  Third  ditto 3 

oqnettiy The  Second  ditto 3 

LES  CHARMES   DE   L'OPERA  (««y). 

Twenty-four  of  the  most  Popular  Melodies  by  celebrated  Italian,  German,  and 
other  Composers,  with  a  highly  finished  copper-plate  engraving  by  Findtu,  after 

a  design  hy  II.  Wcstall,  H.A in  0  books each..     4 

CONTENTS: — 

No.  l.  Cavatine  de  Norma Bellini     No. 

Air  dfl  Zampa Herald 


0 


1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 

11. 

12. 


Trio  du  Pre  aux  Clercs Herald 

Romance  de  Joseph Mehul 

Barcarolle  de  Massaniello.  .  .Auber 

Vivi  to Don 

Cavatine  du  il  Pirata Ji 

Non  piii  meeta Rossini 

Cavatine  du  Zelmira Rossini 

Air  de  la  Niege Auber 

Air  Tyroliei Rossini 


13.  Air  d'Anna  Bolena Donizetti 

14.  Air  de  "  La  Pamilh-  Suisse".. .  Weigi 

15.  Romance  Favorite,  La  Folic.  .Grisar 

10.  Entr'acte,  I  Briganti Mercadante 

17.  Cavatine,  Aurora  die  sorgerai,RoM*nt 
IS  Ma  Fanchette  est  charmante. .  .Gail 
10.  Barcarolle  de  "  Marie" Herold 

20.  Til  sordo  a  miei  lamenti  . ...  Rossini 

21.  Cavatine  de  Seiniramis Rossini 

22.  Theme  de  Custa\ e Auber 

23.  Carillon  des  Les  Deux  Nuits,2tot<  Idieu 
24  Cavatine  de  La  Violette Carujfa 


12.   Chieurdes  " Huguenots"  ^ Meyerbeer 

TiiriEE  Favorite  Irish  Airs,  (easy)  with  Variations,  Nos.  1, 3,  &  3 each 

LES  FLEURS  DE  CHANT  0  ....each 


2 

2 


No. 


No 


1.   Night  at  Sea 

2   The  Troubadour  Rudel 

3.  Oh  for  that  voice  I 

Rondo  Montagnard 

Rondo  Espagnol 2 


■1.  sigh  not ! 

5.  Oh  for  the  dance 

(j.   Our  song  shall  be 


8 


Donizetti's  Favorite  Air, 
Due  de  Reichstadt's  Waltz. 


SOUVENIRS  DES  MELODIES  ETRANCERES  (™  ">• 
Six  Airs  elegans  et  gracieux each. 


2    o 


No. 


No. 


Air  a  la  Russe 

Air  a  la  Bohemicnne 

Air  a  la  Venetienne 


1.  Air  a  I'Espagpole 

2.  Air  a  I'Ecobsaise 

3.  Air  a  la  Sicilienne 

LES  ECHOES  DU  GALONS  r«V> 

Four  Airs  Oracieux each. .     2 

No.  1.    Air  ft  LTrlandaise  No.  3.  Air  a  la  Militaire 

2.     Air  a  la  Pastorale  4.  Air  a  I'Ecossaisi 

ECRIN  MUSICAL  («<v) 
In  Two  Books,  containing  Eight  Popular  Melodies,  arranged  as  lioudos  and  with 
Variations 

CONTENTS: — 


5     0 


No.  1.  La  Bergere  du  Valais 
2    Le  Chalet 

3.  Theme  d'Aline 

4.  Hondo  Tun- 


No. 


(Also  singly,  2*.  each.  J 
SIX   FAVORITE  MARCHES,™^; 


Valse  de  Beethoven 
Air  d' Auber 

Air  F.cessais 

Sister  Fairies,  hither 


No. 


1.  Original  March Her% 

%,■  March  from  Le  Serment  ..Auber 
3.  March  from  Le  Philtre ditto 

RECREATIONS 


No, 


each. . 

March  from  Olello Rossini 

6.  March  from  Guillamr  Tell  ..  ..ditto 
(i.   French  March 

MUSICALES. 


In  Four  Books,  containing  Twenty-four 
Fantasias,  and  with  Variations,  in  pro 

CONTENTS 


popular  Mi  todies,  arranged  as  Rondos, 
k  s-i\    degrees  of  difficulty ,    6 


0 


No.   1.  Der  Alpen  Sanger 

2.  We  have  lived  and  loved 

3.  Air  Russe 

4.  There  is  no  home  like  my  own 

5.  Welcome  me  home 

6.  March  de  la  Muelte 

7.  The  last  rose  of  summer 
S.  She  is  thine 

9.  Mazurka  National.' 

10.  Cavatina  di   Carafa 

1 1.  Chansonelte  sicilienne 

12.  La  ci  darem  la  mano 

(Also  tin, 


No.  13.  -ha.isoiictte  Venetienne 
I  k  Those  evening  hells 

15.  Midnight  Song  of  the  Gondolier 
1C.  Cavatina  d'il  (rociato 

17.  Air  Suisse 

18.  ('hour  d'Armida 

10.  The  blue  bells  of  Scotland 

20.  Cavatine  delta  Slraniera 

21.  Air  de  Weber 
'2-2.   Air  Neapolitan! 
23.  Rondo  de  Paganini 
21.  Original  Walla 

/'/,  2.v.  etie/i.J 

DIFFICULTY. 


OF   MODERATE 

Fantaisia  from  Auber'a  last  Opera  ol  L'Ambassadrioe Op.  8 

Trois  Morceau  de  Salon Op.91 . . 

No.   ).     La  Chasse               |               No.  2.     La  Mazurka 
No    3.     Le  Movement  Perpet  uel 
Second  Military  Divertimento Op.  91.  . , 


:> 

0 

3 

0 

1 

0 

'2 

ii 

3 

0 

4 

0 

S 

0 

3 

0 

5 

I) 

3 

0 

Elle  est  plus  belle,  Rondo 2 

1,es  Trois  Genres,  Trois  Melodies  variees Op.  88 each. . 

No.   1.     Genre  It  alien Cavatine  de  Bellini 

'2.     Genre  Rcligieux Ave  Maria,  de  Pugel 

3.    Genre  Allcmaud Hal  lade  de  Schubert 

Second  Capriccio  on  the  favorite  Air,  "  La  Folic'' Op.  8:i 

Second  Theme  Original,  with  an  Introduction  and  Variations 81 

LESRl VALES,  Swiss  and   Italian   Melodies,    with   Variations, 

Nos.  1  and  2 Op.  80 each.. 

Brilliant  Vars.  on  "  Vivi  tu,"  the  admired  Air  sung  by  IvanofT.  .Op.  78 

Souvenir  de  Vienne,  Paris,  et  Londres,  three  Fantasias each . . 

No.  |,   Valse  du  One  de  Reichstadl,  in  A 

2.  "  Answer,  mighty  Sorceress"  ((lustavns),  in  D 
::,  Cavatina  de  la  Zelmira,  in  F 

Les  Trois  Graces Op.  08 each..     3     6 

No.  1.  Cavatine  d'i  Pirata  No.  2    Cavatine  de  la  Semiramide 

No.  3.  Cavatine  d'Anna  Bolena 

Three  Characteristic  Rondos Op  01 each..     3     0 

No.  1,  A  la  Francaise,  in  I)  No.  2,  A  I'A  mglaise,  in  B  Hat 

No.  3,  A  l'Alleniande,  in  E  flat. 

i  ions  on  '*  Non  pin  mi  .-t  i.'' Op.  00 4 

Introduction  and  Rondo  on  the  Carillon  from  "  Les  di  ux  Nuits." .5-2 4 

Introduction,   Brilliant    Variations,   and    Finale    (alia  Militaire).    on   the    favorite 

I, a  Violette."  Op.  18 4 

Variations  on  "  O  dolce  concento." - 4 

Three  Characteristic  Notturnos Oj>.  4.r).  .  .  .each. .     4 

No.  1.  LaDolcezza    |    No.  2.  La  Melanconia    |    No.  3.  La  Simplicity 

Airs  de  Ballet  from  Gustavus  the  Third *  .  .  _ each.  .     'J 

1.  I/All.  E.    |  .  2.  L'Anglaise,  in  D  —   No. 3,  La  Folic,  in  G 


20.SOHO  SQUi»  »K,  LONDON. 

PIANOFORTE  SOLOS, 


(Of  moderate  difficulty). 
Ballet  from  Giiillaunie  Tell 


Six  Airs  de 

No.  1.  La  Valse  8t 

2.  La  Oontredaiise 

3.  La  Tvrolieinie 

Tin  if  ditto  from  Mose  in  Egitto 
No.  1  in  A  I 


3     0 


No. 


No.  2  in  E  Hat 


Le  P. is  d'Arcli 
La  Polon  use 
eacli. 

N(  .  .'!   m  (; 


BRILLIANT   PIECES. 

Souvenirs  des  Voyages,  Fantasia,  containing   popular  Irish  Airs Op.  93 

Fantasia  and   Brilliant  Variations  on  the  celebrated  Laendler  ViCHiiois,  comp 

for  and  dedicated  to  his  friend,  Sigismond  Thai  berg Op.  92 

Flintaisie  and  Grand  Variations  on  the  celebrated  Cavatine  in  "  Norma,"  performed 

by  the  Author  at  his  Conceits,  &C  8(C Op.  9o 

Fautaisie  Dramatiqiie,  introducing  the  Protestant  Chorus  from  Meyerbeer's  0|«ra 

of  Les  Huguenots Op.  89 

The  Third  Concerto,  dedicated  to  the  Philharmonic  Society 87 

Grande  Valse  Cbarai  teristique,  Scene  du  Bal 79 

Briliant  Variations,  and  Finale  a  la  llongroise,  on  "  Tu  sordo  a  miei  lainen',,     from 

"  Matildc  di  Sabrand." Op.  77 

Brilliant  Variations  (di  Bravura)  on  the  Trio  from  "  Le  Pre.  aux  Clercs,"  [  erfonccd 

by  the  Author  at  his  Concert,  &c Op  70 .►. 

Grand  Vars.  on  the  March  from  Alexander,  and  "La  Donna  del  Lag',    .  .Op.  72.  . 

Rondo  Militaire  on  a  favorite  March  from  "  Le  Serment," Op.  o  ) 

Grand  Variations  on  the  March  from  "  Otello," 07 

Brilliant  Variations  on  a  favorite  Cavatii...  from  "  Zampa," 00 

La  Fete  Pastorale,  Grand  Characteristic  Fantasia 05 

La  Clochette  de  Paganini,  March  and  Brilliant  Rondo 03 

Brilliant  Variations  on  a  Chorus  from  "  Euryanthe." 02 

Characteristic  Variations  on  "  La  Parisienne,"     (Second  Edition.).  ..58 

Grand    Venations  on  a  favorite  March  from  "  Guillaume  Tell." 57 

Brilliant  Variations  on  an  Original  Theme 55 

Polaccaou  the  favorite  Romance,  "Dormez,  dormez,  chores  amours."  53 

Variations  on  the  Trio  "  Notre  dame  du  Mont  Carmel," 43 

QUADRILLES,  &c. 

Les  Elegantes,  the  First  Set  of  Quadrilles 

Les  Coquettes Second  ditto 

La  Mode Third  ditto 

Le  1  etc  Pastorale .  .Fourth  ditto 

Les  Ft  range  res.  .  .  .Fifth  ditto 

Entr'acte  from  I  Briganti 

Galop  from  Lestocq 

I'as  Chiuois,  from  Le  Cheval  de  Bronze 

(ialop  from  Gustavus  the  Third 

I'as  Redouble  from  La  Hevolte  de  Serail 

Six  (ialops,  as  performed  at  the  French  Balls each. . 

Due  de  Beichst  nil's  Waltz 

DUETS 

FOR  TWO  PERFORMERS,  ON  THE  PIANOFORTE  (easy). 

HUIT  AIRS  GRACIEUX each 

No.   1.  Air  Swiss              I  No.  3.  Air            I     No.  5.  Air  Allemandu  I     No.  7.  Ai 
2.  Air  Montagnard   |          4.  Air  Tare  |            0.  Air  Franfaise    |            8.  Air  A 
Iloures  <!e  Loisirs each 


0 
0 
(I 


*     <1 


Ne.  1.  Per  Alpen  Sanger 

■2.  Wi  have  lived  and  loved  together 

8.  Russian  Air 

4.  There  is  no  home  like  my  o 

.r>.  Welcome  me  home 

(i.  Chorus  from  Masaniello 

7.  The  list  n.se  of  sammi  r 

:  nine 
!i.  l.e  regret 

10.  Cavatina 

1 1.  Sicilian  Air 

12.  Andiamo,  airiiamo 

La  Mode  Quadrilles 


No.   IX  Venetian  Air 
14. 

1  j.  Midn-ght  Son;r  of  the  G< 
Hi.  Su  iss  Air 
1".  I 

18.  Cliorus  from  Armida 

19.  Air  from  La  Straniera 

20.  .  Air 

21.  Air  de  Wi 

22.  Air  N 

23.  Bone  iiini 

24.  Original  Waltz 


idolier 


0 
0 

II 

0 


A  Favorite  Italian  Air  with  \ 

Non  pin  niesta 

O  dolce  concento 

La  Folic 

DUETS. 


DUETS  OF   MODERATE  DIFFICULTY. 

A    Favorite   Swiss    \.-,  with  Vars.  j 

Rondo  ;t  la  Francaise  in  I) I 

Rondo  a  I'Anglais  in  B t 

Rondo  a  l'Alleniande 4 

BRILLIANT 

Second  Theme    Original,  with  Variations Op.  <)) . 

Grand  Variations  for  Two  Performers  on  the  March  from  "  Le  Philtre."  ..Op.  70. 

Ditto ditto on  the  March  from  "Guillaume  Tell.".  ..50. 

La  Mod..,  Quadrilles 

Les  Coquettes,  Quadrilles „ 

Les  Et  range  res,  ditto 

PIANOFC  TTE  AND  HARP. 

ARRAiWED  BY    BOCHSA. 


Grand  Duo  en  the   Fall  of  Paris, 

and  a  March  bv  Rossini 8     0 

La  Mode   Quadrilles 0     0 


La   Fete   Pastorale   Quadrilles. 

Les  Etraugeres ditto... 

The  last  Galop 


0 
0 
5 
6 

5 


PIANOFORTE    AND   FLUTE    (  "  /) 

ARRANCED  BY  TULOU  AND  HENRI  HERZ. 

Recreations  Musicales,  Twenty  Popular  Airs each. 

Co NT B NTS: — 
No.    1.    Der      'pel!  Sanger  11.   Sirili;r 

2.  We  hue  lived  and  loved  together  12.  Andiamo,  andiamo 

,'i.   Rmuian  Air  13.  Venetian  Air 


1.  There  is  no  home  like  my  own 
5.  Welcome  ma  home 

(i.  Chorus  from  Masaniello 

7.  The  last  rose  of  summer 

8.  She  is  thine 

9.  Le  regret 
10.  Cavatina 


14.  Those  evening  bells 

l.'i.  Midnight  Song  "t  the  G  ndoliei 

16.  Swi>s  Air 

I ".  Original  Tl 

is.  Oorus  from 

IP.  Air  from  ' 

r~ 


SIX  AIRS  with  Variations  and  as  Rondos-. — 
No.  1.  Tyrolese  Air  No.  4.  - 

2.  Air  from  Le  Ch  5.  Tuik.-li  Rondo 

3.  German  Air  Air 

BRILLIANT. 
Three  Grand  Duos  Concertante,  Herz  and  Tulou each. 

PIANOFORTE  AND  VIOLIN. 

ARRANCED    BY   LAFONT. 

Three  Grand  Duos  Concertante   each . 

There  is  no  home  liVe  mv  own  (eat 

— c 


2     0 


0 
0 
0 


2     0 


0 


